Scottish mainlander by a St Kildan music teacher. The album comprises of piano recordings, performed by the mainlander, Trevor Morrison, together with orchestral arrangements of the pieces and was released in September 2016. It reached the top of the British classical music chart shortly after and became the fastest selling posthumously released debut album in British chart history. This paper explores how a contemporary recording of songs reportedly from St Kilda has captured the British fascination with a "remote" place and a "lost" island society in a manner that represents what might be termed "thana-islomania". The article will suggest that the contemporary recordings and the packaging of the album act in concert to create emotional geographies of St Kilda that are constructed in a mythical place-time, a "mythscape".
Introduction
Much work has been done by geographers to explicate that places are not static objects but complex constructions; assemblages of objects, symbols and people, and as such they are contested and continually in the process of becoming rather than being essentialised or fixed (Massey, 1994; Tuan, 1979) . Therefore, place cannot be an apolitical or neutral construction but is often a deeply personal and emotional assemblage (Anderson and Smith, 2001; Davidson, Bondi and Smith, 2007) . Islandness is a particular sense of place associated with spaces surrounded by water (Stratford, 2003) . This sense of place is said to be derived from the "bounded identities" (Gössling and Wall, 2007: 429) that are formed at islands' edges as "clear physical borders constitute psychological borders" (Hay, 2003: 203) . Islandness not only creates a sense of place through geographical precision but also through a sense of separateness from elsewhere. This has been described as "a metaphysical sensation that derives from the heightened experience that accompanies physical isolation" (Conkling, 2007: 191) . Islandness, therefore, constitutes emotional geographies that cannot be replicated in continental places (Stratford, 2008) . Further, islandness represents the tensions that arise from the interaction between island geographies and histories. Islandness, therefore, blurs the sense of time experienced on an island so that the past feels ever-present (Conkling, 2007) . This is important as place, any
_______________________________
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-186 -place, as a "geographical terrain only has integrity if it retains a certain configuration through time" (Hay, 2003: 33) . While island geographies tend towards insularity, island histories tend towards contact and interdependence (Warrington and Milne, 2007) .
Island scholars have done much to elucidate and explicate the enduring allure of islands, particularly small islands, on the human psyche. Geographical precision, a comprehensible scale and differentness to continental life has seen islands regarded as places that entice, tantalise, revitalise, and snare (Weale, 1992) . As such "islands have occupied such a powerful place in modern Western imagination that they lend themselves to sophisticated fantasy and mythology" (Baldacchino 2005: 247-248) , and this has been described as an obsession termed "islomania" (Gillis, 2007: 247) . Islomania has presented itself in various ways in occidental culture. Islands are a persisting literary motif, from the great adventures of Homer's Odyssey, to the science fiction works of Jules Verne and the "who-dunnits" of Agatha Christie, to the point that the cultural history of the Occident can be considered as an island story (Gillis, 2004; Baldacchino, 2007a Baldacchino, , 2004 . Islands have also become an intermutual setting in popular culture, particularly in reality television series where contestants are stranded together for comedic or anarchic effect (such as The Island with Bear Grylls (2014-) and Love Island (2016-2017 and 2015-) . Laurie Brinklow goes further to state that the "island is one of -if not the central metaphor of our time" framing not just literary and media works but framing the way people think about our world, such as 'traffic islands ' and 'kitchen islands'" (2011: 169) . Further, people seek out islandness, they want to be islanded (Conkling, 2007; Irvine, 1984) . This islanding often takes the form of tourism and many islands are happy to capitalise on their reputations for rest, relaxation and/or revitalisation (Royle, 2001: 12; and see stlucia.org [nd] ). Even those islands without the appeal of tropical weather and warm water can invite exploration, expedition and adventure to outsiders (Baldacchino, 2006) . The day-to-day realities and mundanities of island life are often overlooked in such psychological constructions of place.
1
The complex relationship between music and the human sense of place has only recently become a field of serious inquiry for geographers despite wider recognition that historically "there are strong links between music and senses of place and identities, both of people and places" (Hudson, 2006: 626) . The production of place through music is a contested process but it is generally agreed that, "music plays a very particular and sensuous role in place-making" (Cohen, 1991: 288) . Like sight, taste, and touch sound helps us mediate experiences. The senses act in concert to form a foundation on which "geographical understanding is constructed" (Rodaway, 2002: 1) . Due to the particularities of island geographies mentioned above, music that originated on islands or is played on an instrument associated with them or even just played in a certain way often becomes intrinsically linked to cultural understandings of these places, for example, ukulele music with Hawai'i, and reggae music with Jamaica. Music can act as a self-identifier, a touchstone and a representation of the values to which we adhere (Johansson and Bell, 2012:1) but it can also distinguish us from the 'other'; new sounds and instruments can convey otherness and exoticism (Connell and Gibson, 2004: 345-345) . In this way, music has the ability to create and transform a place for the listener in both symbolic and real ways and by evoking familiarity or otherness music can create emotional geographies (Gibson and Connell, 2012) .
1 See, for example, Royle (2001: 107) for an image of a place sign in the Faroe Islands graffitied with the words "Wellcome (sic) to hell"; and MacKinnon (2014) for discussion of the challenges of life in the Outer Hebrides.
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The authors will use sociologist Andy Bennett's (2008) framework for the development of a "mythscape" via an established "mediascape" 2 to discuss the popularity of The Lost Songs of St Kilda. Bennett argues that mediascapes "offer individuals the potential to construct particular, and highly romantic, ideas images concerning the nature of places" (ibid: 89). Over time, as media becomes the primary form of experience for audiences, ideas of particular places become re-and de-contexualised to the point where imaginings of these places can be described as "mythscapes" (ibid). Bennett's work focuses on the urban mythscape of the British "Canterbury Sound;" examining ways in which fans use musical knowledge and aesthetic judgements via the Internet to (re)imagine the city of Canterbury and its role in the birth of the "Canterbury Sound". As such, mythscapes are considered to be "a primary form of experience for audiences who use the information received through the mediascape to construct or build upon their existing ideas concerning particular places" (ibid). The authors will illustrate how literary texts have been the primary sources that the British public have drawn on to "consume" St Kilda. The literary mediascape of St Kilda has been dominated by the sublimity of the landscape and the sadness of a community allegedly "corrupted" and destroyed by modernity. Over time this mediascape has been recontextualised into a mythscape where St Kilda is associated with more abstract emotional geographies of remoteness and pastness and the Lost Songs album will be shown to be a contributing factor in the construction of this mythscape. This article will, therefore, comment on the ability of the Lost Songs of St Kilda to connect its audience to a mythical place-time that is rooted in a sense of "familiar otherness" associated with the mediascape of the Highlands and Islands of Scotland as well as the more metaphysical allure of "lost" or "abandoned" places more generally.
St Kilda
The St Kilda (Hirta in Scottish Gaelic) archipelago lies approximately 120 miles west of the Scottish mainland coast; its nearest neighbour being the Hebridean island of North Uist, some 40 miles east (Figure 1 (Steel, 2011) . Twenty islanders petitioned the government for resettlement in May 1930, their wish was granted and the island was voluntarily depopulated on 29 August 1930. The islanders were given new homes and jobs in various locations on the Scottish mainland. The decline of St Kilda has been attributed to the "corrupting" influence of modernity in the form of education, organised religion, and the emergence of a cash economy through the development of a tourism market (see MacDonald, 2001; Steel, 2011; MacLean, 1972 (Womack, 1989: 1) It has been said that Scotland suffers an ongoing identity crisis that has been termed, "Braveheart Syndrome" where an essentially urban society is presented with a rural face (Devine, 2001: 231) . This identity is typified by images of hills, lochs, castles, estates, clans, ceilidhs, Highland games, warriors and bagpipes (Symonds, 1999) . If people appear at all in this myth, then they are a happy, carefree peasantry living an Arcadian existence (Robertson and Hall 2007: 19) . "Braveheart Syndrome" has been coined since the release of the 1995 film Braveheart directed by and starring Mel Gibson. The film has been criticised for promoting the Highland myth of Scotland to a world audience, overlooking the important economic and culturally innovative urban centres of the Lowlands as well as including some glaring historical inaccuracies (Edensor 1997 (Edensor , 2002 . This Highland myth is valorised internally and externally; internally by Scottish tourism organisations and externally through diaspora events and media such as Highland Games in the United States (Symonds, 1999; Cassidy 2006 Highland people were considered pagans, barbarians and savages who lived in a hostile and inhospitable natural environment and were considered in need of moral, cultural and economic "improvement" by the Scottish Lowland elite and the English ruling class (see Smout, 1982; Devine, 1994) . The Act of Union in 1707 brought Scotland into the Kingdom of Great Britain and the concurrently emerging field of philosophical aesthetics, with its concern with the sublime, saw increasing numbers of the British elite journeying through the Scottish Highlands in search of supposedly authentic nature and an escape from increasing modernity (Huijbnes and Benediktsson, 2009: 117; Womack, 1989; MacDonald, 2001 , McNeil, 2007 , Smout, 1972 . Martin Martin, a native of the Isle of Skye, was reportedly the first traveller to write about St Kilda after his voyage to the archipelago in 1697. His writing, although disparaged by some, including Samuel Johnson and James Boswell (Withers, 2014: 2), inspired others to journey to the far corners of Scotland in pursuit of scientific discovery and exploration of otherness. Their travelogues did much to pique the interest of British society in the Scottish Highlands and Islands and laid the foundations of the Highland mediascape. If one was in search of the truest, "wildest" adventure into the sublime, then St Kilda represented the ultimate journey to the very edge, the extreme of otherness within the British domain (MacDonald, 2001) . Increasing numbers of British travellers were reaching St Kilda in the latter half of the 17th century, with the first tourist steamer arriving in Village Bay in 1834. From 1870 onwards St Kilda featured regularly in boat tours of the Hebrides and the frequency of these boats lead the summer months to become known as the "steamer season" (Steel, 2011) . The legacy of early visitors such as Martin Martin saw St Kilda come to be regarded as the "home of a semi-mythological tribe of people unpolluted by western civilization" (Hutchinson, 2014: 75) . Bennett (2002) contends that the transformation of a landscape into a mythscape occurs through a three-step process of mediatisation. Firstly, the landscape is transformed into a mediascape, whereby media representations of a place shape "the way we understand our imagined worlds" (Appadurai, 1990: 589) . This occurred when the early travelogues brought St Kilda to the British public's attention and the archipelago began to be marketed to tourists. The second step involves this mediascape becoming the primary form of experience for audiences and its construction or transformation of a place into geographical imaginings. 
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part. That is, only diatonic (major and minor) chords that can be derived from the major and minor scales are used (with a few chromatic exceptions as discussed below).
The style of performance is highly flexible rhythmically, so much so that it is often difficult to hear what the metrical bases of the songs are. It is possible to interpret this performance approach as being related to the romantic-style 19th Century classical piano performance concept of rubato where rhythmic values are subtly manipulated to achieve emotional affect. The metricality is further obscured by the very slow tempi. However it is clear from aural analysis that the overriding metre of all the piano songs is a slow waltz (triple metre). In some cases (for example the third bar of 'Soay') a different bar length (four beats instead of three) is inserted within the overriding triple-time context.
Although these piano song melodies could possibly be based on St Kilda folk songs, they give the impression, from an analytical perspective, of being melodies derived from the chord progressions that underlie them, and thus would seem to be, as discussed below, out of kilter with traditional Celtic song making and performance practice which is essentially monophonic and alien to European classical music chord progressions. It is a common technique in 20th Century popular songwriting to derive the melodic lines of a song from a standard (or non-standard) chord progression. In 'Soay', for example, we see something like that process taking place: there is a melodic pattern (called a sequence) which follows the chords F major 7, E minor 7, D minor 7. It seems improbable that such a melodic design would result from anything other than the process of composing a melody based on an underlying chord progression. 'Stac an Armin' is even more rooted in its underlying chords. It prominently uses a melodic/harmonic device called appoggiatura where a melodic note outside an underlying chord is used as a tension-creating device. This dissonant note is then "resolved" to one of the notes of the chord. 'Stac an Armin' also involves chromatic melodic and harmonic elements (notes outside the major or minor scales) that would have been highly unlikely to occur in Gaelic folk songs in the early 20th Century (or before). 'Hirta' (in the key of A minor) also includes several instances of the major chord of the tonic which is essentially a classical music harmonic colouration.
Another feature of the piano songs that seems inconsistent with Gaelic folk song melodic design is the dearth of decorative techniques such as grace notes (quick notes or groups of notes immediately preceding the main melodic notes). In fact, of all the piano songs on the Lost Songs CD, only 'Hirta' (one out of eight piano tracks) uses this technique, and only sparingly (6 ornaments in a-2 minute track) By contrast, for example, traditional instrumental Scottish pipe music typically employs grace notes on at least half of the main notes of any melody as illustrated in the following It is notable that the titles of material on this Western Isles folksong compilation are not focused on place names, as they are on Lost Songs, but rather on human interactions and aspirations. Some of the traditional music titles (translated from Gaelic into English) include 'I would make merry with the black-haired girl', 'Song to Rankin's Wife' and 'Open the door to the fiddling tailor'. Only one of the tracks involves a place name: 'A day when the Fenians were in the Mountain of Marvels: Fenian Lay'. It thus seems uncharacteristic that all the Lost Songs tracks have one-word titles that only refer either to an island or a stac. In the text of the Lost Songs CD booklet it is never indicated whether the titles of the piano songs were identified by Morrison when they were recorded or whether they were applied later in the CD production process.
Arrangements and compositions
Orchestral evocations of Scottish cultural and geographical themes have a long history and many of them became very popular with orchestral audiences from the time of their composition up to the present day. After a visit to Scotland in 1829, the German composer, Felix Mendelssohn (1809-1847) wrote his Die Hebriden for orchestra (also known as Fingals Höhle -aka Fingal's Cave) (1830). (1962: 831) . It also has become his most popular work with orchestral audiences (Slonimsky, 1992 (Slonimsky, , 1192 (1980) . The solo piano work, composed as an instrumental section in a protest cabaret piece entitled 'The Yellow Cake Revue', has a Scottish folksong-like quality that MacMillan has likened to the Lost Songs piano pieces. 'Farewell to Stromness' is structured upon repeated chord progressions, indicating that the chords came first and the melody is thus composed to fit the chords. It may sound somewhat folksong-like, but its method of creation is foreign to the way traditional songs are formulated. Davies also wrote other works that reflect the Orkney culture such as 'Orkney Wedding with Sunrise' for orchestra, 11 which charts a traditional wedding event on the Orkney island of Hoy. It includes a selection of orchestral interpretations of Scottish folksongs and a section where the music simulates the drunkenness of some of the musicians playing at the party. It has a surprise ending with the appearance of a piper onstage playing a traditional tune representing the sunrise experienced by the composer as he walked home across the island at dawn.
It is within the context of this musical tradition of evoking Scottish cultural ideas and physical imagery that the five Scottish composer/arrangers attached to the Lost Songs project have delivered a wide range of ways to respond to the piano songs recorded by Morrison. Each of the composer/arrangers has in his or her own way value-added to the mystique of the source recordings. The arrangement for string orchestra and harp of 'Soay' by Rebecca Dale (b. 1985) is in some respects the most truthful to Morrison's interpretations. A feature of this arrangement is the use of a solo violin to carry the tune. Dale does not deviate much from the melodic and harmonic content of Morrison's piano interpretation but she does add complex interlude sections that dramatise the piece and also flamboyant virtuoso violin figurations to add drama and scintillation to her arranging.
Her background as a screen composer is evident in the way she is able to intensify the emotional impact of the original piano song. 
Discussion
Music, through its actual sounds, has the capacity to create and articulate space and place in the form of emotional and imaginary geographies to the point where listening can become a form of virtual tourism (Rodaway, 1994; Connell and Gibson, 2003, 2004; Leyshon, et al, 1998) . Whether virtual or real, tourism involves collective imaginings of places assisted by "socially transmitted representational assemblages" (Salazar, 2012: 864) . We argue that the popularity of the Lost Songs recording is, at least in part, due to the marketing efforts exploiting familiar island tropes of "remoteness" and "pastness" along with a lesser established sadness for what has been lost that we term "thana-islomania". In our increasingly interconnected, globalised world where mobility is the norm, the "scarcity of remoteness has driven up its value" (Gillis, 2001: 39 (Baldacchino, 2006) .
Remoteness is often associated with pastness to the point where John Gillis argues that in a mobile society "it is connection to the past rather than to place that is most sought after" (2001: 40) . Therefore, the construction of place also constitutes the creation of a "collective sense of memory" (Harvey, 1996) . Music's ability to elicit strong feelings of memory (Wood, Duffy and Smith, 2007) then intertwines the production of place and time so that rather than preserving the past they "adapt it so as to enrich and manipulate the present" (Lowenthal, 1985: 210) . This is important for the Lost Songs of St Kilda; with its disputable origins and simple melodies it has the ability to construct an entirely modern record for the musical tradition of the archipelago. Once again, islands act as tabulae rasae for any outside agenda (Baldacchino, 2006) and, in this instance, it is the myth of memory. The memories created by the album, its sounds and accompanying visuals, narrate the memory of a society that is gone, effectively shrouded in the "mists of time" as so little of the St Kildan musical tradition remains, and must be sought out. The album represents the final stage in the construction of the St Kildan mythscape; the media representation of the past eighty years since depopulation have renegotiated reality and authenticity to the point where the myth of St Kilda forms part of its narrative.
When listening to the Lost Songs of St Kilda one experiences a type of virtual thanatourism.
Thanatourism is often thought of as the visiting of sites or media associated with human tragedy and/or death, such as going on a trip to Auschwitz (Seaton, 1996) with the purpose of triggering specific emotions as a way of "relating to the past and its victims" (Knudsen, 2011: 55) . However, thanatourism's scope has broadened to include any tourist activity that can fall under one of the following categories: tragedy tourism, hardship tourism, warfare tourism, grief tourism, genocide tourism, extreme tourism, and horror tourism (Dunkley, Westwood and Morgan 2007; Hartmann, 2014) . By listening to the songs of a community and society that no longer exists, listeners can be said to experience tragedy, hardship and grief tourism. As Massey rightly points out, "place and community are rarely coterminous" (1994: 147) . Islands like St Kilda are the exception to the rule where geography facilitates a very special sense of place-based community and its "death" represents a blemish in the human construction of the island idyll. If the "ideal" island community with its own language, customs and geographical separateness cannot sustain itself, then what does this mean for our own sense of place and our island-dominated psyche? It is a place of the truly sublime, a place where nature is greater than the human capacity to be islanded.
The popularity of this album may be evidence of "thana-islomania". The increasing allure of "remote", "lost' and/or "abandoned" places may be evidenced by the rise in popularity of a sub-genre of non-fiction, often in the form of thematic atlases, as Judith Schalansky' is often symptomised by an "obsession to frame and map an island cognitively", to "take it all in," (Baldacchino, 2007: 165) but there is another element in these publications, tragedy and extremeness that has meant humans have not, or could not, survive in such places.
Conclusion
This article has illustrated that there is a complex relationship between the production of music and the construction of place. Music not only facilitates a form of virtual tourism but it can also construct a type of temporal tourism, connecting us to a past, either real or mythical. This is important for the The Lost Songs of St Kilda where the past of the archipelago, through mediatisation, looms large in its present. The story of St Kilda is largely the story of its people and their abandonment of their home. The album offers a tangible, sensory connection to what has been lost; an entire community that lost its connection to a place, a way of life that has been lost forever, and an island that has lost its people. However, the album's dubious origins and the fact that there are archived St Kildan musical pieces available for scrutiny suggests that the British public are just as enamoured with the myth of St Kilda than experiencing historically accurate recordings. The album connects listeners to a past that never really existed, a past of an island when life was simpler and the island was unadulterated by the trappings of modern life; the island idyll that often beguiles the islomaniac. The capacity for Lost Songs to connect us to "a past" of "an island" that has been lost is symptomatic of thano-islomania, whereby people construct their own emotional geographies based on remoteness and a pastness that is difficult to experience in any real sense in a postmodern, globalised world.
The popularity of Lost Songs illustrates that despite eighty years and hundreds of media representations since abandonment, the British public have not had enough of St Kilda. The archipelago has a history of being a highly mediatised place, from the early travelogues of the British elite to its inclusion in contemporary thematic atlases of far flung places. However, the mediascape of the archipelago has shifted and been reimagined over time so that the place of St Kilda now exists as a mythscape. Whereas early literary media representations of the archipelago contextualised the landscape and inhabitants of St Kilda within the sublimity and "otherness" of the Scottish Highlands, later media, such as thematic atlases, emphasise the archipelago as a decontextualised "remote" and "abandoned" place. The album, with its simple sounds and visuals of misty stacs, on one hand builds upon the Highland myth of Scotland as a haunting place with a wild and rugged landscape where people struggled in vain to survive, while on the other hand disregards the musical traditions of both the Highlands and St Kilda, and pays lip service to the Gaelicness of St Kildan music. Therefore, Lost Songs not only forms part of the St Kildan mediascape but its musical and historical un-rootedness means that it is complicit in constructing the St Kildan mythscape. 
